
28 e : 

pac _ Leonard Bernstein / New York Philharmonic 

i ee paras mihi NYC EVITA COARSER RECN Te 
— Busene Ormandy / The Philadelphia Orchestra 

es 

Be cs 



This Columbia High Fidelity recording is scientifically designed to play with the highest quality of reproduction on the phonograph of your choice, new or old. If you are the owner of 

a new stereophonic system, this record will play with even more brilliant true-to-life fidelity. In short, you can purchase this record with no fear of its becoming obsolete in the future. 

ML 5653 

COLUMBIA 
MASTERWORKS 

Available on Stereo—MS 6253 

SCHUMANN: Concerto in A Minor for Cello and Orchestra, Op. 129 
Leonard Rose, Cellist; New York Philharmonic, Leonard Bernstein, Conductor 

BLOCH: Schelomo — (Hebraic Rhapsody for Cello and Orchestra) 
Leonard Rose, Cellist; The Philadelphia Orchestra, Eugene Ormandy, Conductor 

For many years the Schumann Cello Concerto was a 

rarity in the concert hall. ‘The great repertory cello concerto 
was Dvorak’s, a work which upheld the later nineteenth 
century concept of the concerto as a symphony with ob- 
bligato solo. Schumann’s Concerto cannot by any stretch of 

the imagination be mistaken for a symphony. The soloist 
reigns supreme from first to last—indeed, the original 
title-page bears the words mit Begleitung des Orchesters 
(with orchestral accompaniment). Unlike the always pop- 
ular Piano Concerto, which Schumann himself described 

as “something between symphony, concerto and grand 

sonata,” the Cello Concerto is augmented chamber music. 

Only within the last few decades, with the subsidence of 
the Mahlerian cult of vastness, has the gentle voice of this 

Concerto begun to make itself heard. | 

Despite the high opus number (a fraction of publication 
rather than chronology) the Cello Concerto does not stem 
from the very last years of Schumann’s life, years whose 

incredible productivity was tragically marred by the com- 
poser’s growing paranoia. It was sketched out in a brief 

week’s time and the orchestration was finished eight days 
later, the whole process taking from the 10th to the 24th 
of October, 1850. This was a relatively halcyon period; 
Schumann had just taken over the post of municipal music 
director at Diisseldorf and the concert directors and mu- 

sicians welcomed him and his family warmly. A new surge 
of creative energy revivified him; he followed the Cello 
Concerto with the magnificent Rhenish Symphony (Op. 

97) and the sombre and gripping overture to Schiller’s 

Braut von Messina. 
This, then, is not a work of Schumann’s decline but 

rather one written at the crest of his career. It shares with 
the other two full-length concertos (the Piano Concerto 
of 1845 and the Violin Concerto of 1853) the peculiarity 
of having its various movements follow one another with- 
out pause, but it is more thorough-going than these other 

works in creating a sense of unity-in-variety. The melody 
stated by the soloist at the opening of the first movement 
subtly pervades the entire concerto. It is insabeyance during 
the brief F Major Intermezzo (one of the most beautiful 

and full-throated that Schumann ever penned) but it serves 
as the recitative bridging over to the Finale and its third 

measure, a group of descending eighth notes, is put to new 
uses in this Finale. Finally the entire theme forms the sub- 
stance of the one and only cadenza of the concerto, which 
is reserved for the very end. Thus Schumann invites us to 
consider the work not as three connected movements but 
as a single movement with three related, yet contrasted 
sections. 

Schelomo, Hebraic Rhapsody for Cello and Orchestra, 
was written in Geneva, Switzerland (Bloch’s birthplace) 
in 1915-1916. By this time he had already begun work on 
the Israel Symphony and completed the Trois Poems juifs 
and the Three Psalms (Nos. 114, 137, and 22), and there- 

fore his interest in giving musical expression to the Jewish 
heritage and temperament, as he conceived them was not 
new. But he found in the solo cello of Schelomo the pecu- 
liarly right instrument for such an expression, and this 
work has attained a popularity not yet accorded to his other 
Hebraic compositions. 

Guido Gatti, discussing the work soon after its publica- 
tion, managed to put into words something of the exotic 
splendor of the music itself: “The Hebrew rhapsody for 

solo violoncello with orchestra bears the name of the great 

king Schelomo (Solomon). In this, without taking thought 
for development and formal consistency, without the fetters 
of a text requiring interpretation, Bloch has given free 
course to his fancy. ‘The multiplex figure of the founder of 
the Great ‘Temple lent itself...to the creation of a phan- 
tasmagorical entourage of persons and scenes in rapid and 
kaleidoscopic succession. The violoncello, with its ample 
breadth of phrasing, now melodic and superbly lyrical. 
now declamatory and robustly dramatic, lends itself to a 

reincarnation of Solomon in all his glory, surrounded by 
his thousand wives and concubines, with his multitude of 

slaves and warriors behind him. His voice resounds in the 
devotional silence, and the sentences of his wisdom sink 

into the heart as the seed into a fertile soil: ‘Vanity of 
vanities, saith the Preacher, all is vanity. What profit hath 

a man of all his labor which he taketh under the sun? One 
generation passeth away, and another generation cometh: 
but the earth abideth forever...’ ” 

And Lawrence Gilman, writing in The Philadelphia 
Orchestra’s program book when the work was first per- 
formed by that orchestra (October 27, 1922), also at- 
tempted with some success to define the effect that Schelomo 
has upon a receptive listener: “The violoncellist and the 
seconding orchestra are by turns lyricist and tragedian, 

poet and seer. The great king amid his gorgeousness, reflect- 

ing in distllusionment upon his silver and his gold, the 

treasures of his provinces, the abundance of his gardens 
and his orchards, the fulfilled desires of his heart and eyes; 

and the Preacher, sombre and mournful in his acrid wis- 

dom, uttering bitter admonitions as he contemplates the 
vanishing mist that is all delight, the sorrowing echoes of 

beauty and splendor... these thoughts are implicit in the 
imaginings of the tone-poet—in the poignant chief subject 
of the violoncello, with its characteristic figure of a dotted 
eighth-note, that is heard after the opening five bars of 

introduction; in the piercing outbursts of despair that in- 
voke the full voicing of the orchestra; in the strange and 
impressive recitatives for the bassoon and other solo voices 

—ultimately, with mordant power, for two trumpets fortis- 
simo — which are as the sombre exhortations of the 
Preacher; in the intervals of sensuous lyricism and imperial 
pageantry; in the final descent into the depths, the brooding 
of the violoncello filling the music with the darkness of 

shut doors and shadowed windows resolving dust.” 

Leonard Rose was born in 1918 in Washington, D.C. In 
1934 he was awarded a scholarship to the Curtis Institute 
of Music, graduating in 1938. He has played with the NBC 
Symphony, he was first cellist with The Cleveland Orches- 

tra, and in 1944 he was made solo cellist with the New 

York Philharmonic. He now heads the Cello Department 

of the Curtis Institute, in addition to his heavy schedule of 
concert appearances. ® ‘Columbia’, “Masterworks”, @ Marcas Reg. Printed in U. S.A. 
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